Rushdie's mythical realism easily fits Bakhtin's description of carnivalized literature with its celebration of the grotesque body, its polyphony or heteroglossia, its subversive, anti-authoritarian thrust, and its indebtedness to the ancient Roman menippean satire, a genre steeped in myth. Rushdie's use of the grotesque and revival of myth are directed against the stasis and despotism of modern India, specifically the postcolonial view that independent India was to become a secular state not in need of myths. A mythological paradigm such as a character's transformation from a human into an animal functions as a way of re-enchanting a secularized society whose rulers stress the forces of reason as glossing over those of irrationality. Saleem Sinai's hybridity between the human and the animal, however, is an ambivalent process. He transforms from a benign and sacred emblem, the Hindu Elephant God Ganesh, into a sacrilegious and negatively connoted hybrid, that of a Muslim man dog in the context of the political tensions between India and Pakistan 2 .
Although derived from Hindu mythology, Saleem's physical attributes are also derived from François Rabelais, and this is where the connection with Bakhtin's carnival is justified. 3 After all, Rushdie's own hybrid identity extends from India to Europe. Bakhtin's carnivalized, open body is a hybrid mythical body, whose principal grotesque features are protruding body parts such as the nose. Saleem's prominent nose, with which he can smell the thoughts of others and even subterranean mines and bombs, is both a Hindu and a Rabelaisian feature. As the latter it is reminiscent of the nose of Friar John in Rabelais's Gargantua (Rabelais 127). While Grass was directly influenced by Rabelais as he was reading the latter when he started writing
The Tin Drum in Paris, the similarity between Rushdie and Rabelais results from a wider intertextual web that includes ties to both European and Indian mythology.
This symbolism of fertility in the physical attributes of the protagonists in Rabelais, Grass and Rushdie functions as a set of counter-images to political monologues that stifle all spiritual fertility in the sense of alternative versions of history and ideology. 2 The dog man as a derivative of the wolf man intertextualizes this novel also with Michel Tournier's novel The Ogre (1970) and his protagonist Abel Tiffauges, the ogre turned saint, the cynocephalus (dog head) St Christopher, as well as with Isabel Allende's patriarch Esteban Truebas in The House of Spirits (1982) . Physical hybridity in these texts is closely linked to cultural memory and the notion of shattering the manacles of forgetting, of political and public lethargy in the face of history. As elephant man Saleem's physiognomy is as expressive of the nation at large as is Oskar Matzerath's hump, Germany's guilt that he carries on his back. 3 Cf. Bakhtin, Rabelais and his World, especially his chapters on the grotesque body.
It is precisely this fertility that Bakhtin held against the stifling party monologue of Stalinism.
The notion of fertility is as closely tied to the hybrid open body, the body that grows beyond its given contours, as it is to mythical, pre-modern India still void of the kind of technological progress and business sense of the twentieth century that Rushdie sees in contrast with myth. On the one side of the spectrum we have Dr Narlikar, the "opponent of fertility" (MC 244) and admirer of concrete, with whom Saleem's father Ahmed Sinai works together on the project of gaining land from the sea in Bombay, while on the other side there is Saleem, who embodies myth. His nose/Ganesh's trunk is a key symbol of fertility; it is phallic and associated with the root of feronia elephantum (MC 268), an herb of virility. The connection with Oskar's hump, which women love to touch, is particularly close here.
Hybridity, in the sense of an open growing body, the body in the act of becoming, versus shrinkage and loss of fertility are also gender categories in Midnight's Children, as they are in Grass's novel. While Saleem displays a certain androgyny (MC 375f), Padma whom he tells his story is rather masculine: "Why I have chosen to expound on Padma's musculature … it's to those muscles that I'm telling my story" (MC 375). Women tend to be stronger than men in this novel, and as Saleem's grandfather declines physically, his grandmother, "Reverend Mother grew larger and stronger" (MC 381). "Moustachioed, matriarchal and proud ... she [the Reverend Mother] grew, with alarming rapidity, wider and wider" (MC 456).
The pair recalls Oskar's grandparents, specifically his grandmother, the magna mater archetype, who shelters men in trouble under her four skirts, the great womb.
Saleem's grandfather has become like a child again (MC 383), and his shrinking points to other novels of mythical realism, specifically to Isabel Allende's House of the Spirits (1982) , where Esteban shrinks after his body is almost destroyed by an earthquake. In all three novels, patriarchy subsides and makes room for a matriarchy, which is also visible in the intense suffering that Esteban's granddaughter Alba can sustain physically.
Hybrid bodies are open to fragmentation and reassembly, as the Dionysus myth already makes clear. Fragmented bodies, even translucent bodies, also occur in Midnight's Children. The Sinai family seems to be "condemned by a perforated sheet to a life of fragments" (MC 165). It appears first of all in the image of the perforated sheet, which allows only a seven-inch glimpse of a fraction of the woman's body at a time, and that sets a leitmotif for the novel. It then reappears in Amina, Saleem's mother, learning to love her husband Ahmed piece by piece: "she began to train herself to love him. To do this she divided him, mentally, into every single one of his . His open mouth, as we have seen, is also an image for this animality, as he is all emotion when he screams, and not logos, which is at the heart of enlightened humanity with its Descartian dictum of cogito ergo sum.
With its heterogeneity and heteroglossia Bombay reflects the Bakhtinian carnival far more than does Gdansk, which in comparison displays a somewhat reduced heteroglossia with its German, Polish and Cashubian cultures. As the nation becomes embodied in the protagonist, the city also has a close connection with the hybrid body, especially in Rushdie. We are familiar with this concept of an intimate relationship between the human/animal hybridity and the city in the context of Rome and its foundation myth. The wolf-reared children may on the one hand be a symbol of strength, but the idea of impurity is implied in the very hybridity of the wolf as both animal and person, if we remind ourselves that the lupa romana may also have been a prostitute, as the word lupa (she-wolf) indicates a prostitute in Roman dialect. Bombay is "multitudinously shapeless" and its heteroglossia is a linguistic and mental echo of the body in fragments. These mythical bodies and cities -as I would call them -are opposed to the idea of purity. In Rushdie's novel Karachi is expressive of such purity, and in the German context the National Socialist idea of the nation as body, the Volkskörper, also envisions purity and homogeneity. The racial homogeneity of a Thousand Year Reich contrasts sharply with the ethnic tapestry of India, specifically Bombay/Mumbai. This racial and religious hybridity is then embodied in nuce by Saleem himself, the Muslim with the Hindu elephant trunk (MC 206).
Dialogicity and heteroglossia present alternative ways of seeking truth and are opposed to "official monologism, which pretends to possess a ready-made truth" (Bakhtin, Dostoevsky, 110), truth born between people, not inside the head of any one person. Saleem hears the many-headed monster in his head, as he acquires the gift of hearing any voice in India (MC 232), a passage that would testify to the proximity between Bakhtin's notion of polyphony and truth seeking on the one hand, and mythical realism's creation of alternative realities and truths directed against the monolithic truths created by state rulers. The many-headed monster of India contracted in Saleem's brain closely connects his body to the body of the nation. He incorporates it, as it were, much in the way as Oskar incorporates German guilt, the nation as a whole, in his hump, expressive of the ugliness of Nazi monoglossia and its dire consequences 4 .
Mimicry
Hybridity, however, extends beyond the body in Rushdie's novel. In postcolonial discourse the idea of hybridity is also closely linked to mimicry, mockery, and ultimately subversion. Mimicry, mockery, and subversion are key features of the human/animal liminality in the postmodern satirical novel about war and genocide.
In colonial and postcolonial texts mimicking the colonizers implies that the colonized become hybrids between themselves and the rulers, an extension of the physical hybridity described above. Colonialism creates its own mimic men, as does fascism, as one can observe, for example, with the Kapos Primo Levi describes in his testimony If this is a Man (1947) . The colonized mimicking the colonizers may lose their originality, but through mimicry they have the power to threaten colonial authority and subvert the colonial system from within. These mimic men then become a menace to the colonizer. Mimicry as repetition, as copy, threatens to decenter original authority. In the act of repetition originality is lost, centrality decentered, its authoritarian language questioned. As Bakhtin put it: "We may even say that language and languages change historically primarily by means of hybridization" (Bakhtin, Dialogic Imagination, 358) . By language, of course, one needs to keep in mind that it is a system of utterances, a discourse of power that is being subtly subverted by mimicry and the hybridity it entails. What is left after mimicry, according to Bhabha, is semblance rather than essence, a trace, the impure, the second-hand. Colonial power thus implies originality. Dominant culture is contaminated by the linguistic and racial differences of the native self. This is hybridity in Bhabha's sense, who goes beyond Frantz Fanon's Black Skin, White Masks, a text that does not contain the subversive element in the colonized's emulation of the colonizer (Bhabha, 'Of mimicry and man').
By mimicking the colonizer the colonized can mock him. Mimicry and hybridity are key elements of texts posing as counter-narratives to colonial power.
We see this clearly reflected in some scenes in Rushdie's Midnight's Children, for example, at the moment when the imperialist Methwold sells his estate to the Sinai family, and the colonizer becomes metaphorically displaced by the colonized: "I am transferring power, too. Got a sort of itch to do it at the same time the Raj does. As I said: a game" (MC 127). A post-colonial game, one might add, by which Methwold simultaneously refers to a continuity of the Great Game of colonialism as Kipling had described it in Kim (1901). A game that was not a game to the colonized while colonialism lasted, who now, in turn, however, also play a game with the colonizer, a game of mimicry and mockery. Can colonial mimicry/mockery be compared to theories that engage with subversiveness in other power systems? Bakhtin's Rabelais book, for example, was a mockery of the monologue of Stalinism, without, however, mimicking it. Yet the Bakhtinian notion of mockery is based upon the presence of hybridity (primarily the open body) and polyphony by which a given power discourse is being challenged, if not subverted. It is this type of mockery that becomes audible in the voices of the formerly colonized, now enriched and empowered -Ahmed Sinai and his wife Amina. Ahmed's changed voice in the presence of Methwold, "in the presence of an Englishman it has become a hideous mockery of an Oxford drawl" (MC 127) is itself fraught with colonial ambivalence: on the one hand, this sudden adaptation of an accent reveals the colonized still in the habit of emulating the colonizer. On the other hand, however, the fact that it is mimicry as a mockery of the Methwold is a fine man; a person of breeding, a man of honour," his wife's reaction reveals a view upon the colonizers as savages, i.e., which in a way is similar to the stereotypical perception the colonizers once had of their colonial objects. She demonstrates how in the great colonial game the colonizer himself can become a mimic-man of the colonized, in going native so to speak, as the stains on the carpets point to a reversal of the traditional stereotypical and Orientalist roles between colonizer/colonized of the former being immaculate and emerging from Europe with a civilizing mission, while the latter, the purported savages, are messy and in need of reform. In the change-over of power at the Methwold Estate it will be the other way round. After the messy British have left the colonial object as new master will have to clean up and a more civilized life-style will move in.
The idea of mimicking those in power with the intention of subverting that power from within is a concept that is not limited to the context of colonialism/postcolonialism but can also be applied to fascism. It occurs in Grass's The Tin Drum, specifically at the moment when Oskar starts drumming. This drumming has been seen as mimicry of fascism (drumming) in the sense that Hitler was also called the drummer and there was a lot of drumming going on at Nazi party rallies. The subversive act of Oskar's drumming in imitation of fascist drumming happens primarily in the rostrum chapter scene where he sits under the bandstand and first joins the music above but then goes on to disrupt its monotonous rhythm through his own wilder rhythms. Read in this context Oskar's infamous scream is likewise a grotesque deformation of the noise with which National Socialism enters every stage.
The "prophet-aping" (MC 232), English-aping, grotesque mimicry of religion and colonialism in Rushdie's novel is just as Bakhtinian, or rather Rabelaisian, if one keeps in mind that Rabelais's social criticism is targeted against the institutions of Church and State. Rushdie's novel shares this with Grass who is critical of the Adenauer period, retrospectively of fascism, but continually also of the Catholic Church and its reluctance to resist National Socialism, as our comments on blasphemous church scenes have shown in more detail.
Mimicry and mockery are not limited to the colonial context in Rushdie's text.
They also fill the chapters on the historical conflict between India and Pakistan. Saleem, on the other hand, explores profanity and lust and noses out the whore of whores, Tai Bibi, who claims to be five hundred and twelve: "I don't care about your age, the smell's the thing" (MC 443). He gets aroused by the corns of this "impossible mythological old harridan" (MC 444) who smells like both his mother and his sister.
To say it with Bakhtin: the lower bodily stratum may be profane in Pakistan but it is sacred in India, if we think of the sacred dung of cows ("Dung, whose arrival from the nether end of cattle goes a long way towards explaining their divine and sacred status," MC 35). The novel of mythical realism plays with these two paradigms, the sacred and the profane, and inverts them happily. While in Rushdie the profane, the lower bodily processes, is sacred, at least in the context of cows in India, in Grass's novel, we see a different process at work in that the sacred is profaned, for example in the church scenes; the same, however, happens in Rushdie in the profanation of Islam in the Pakistan chapters.
Islamic purity thus clashes with Hindu hybridity. Yet the purity of incest is also particular to myth, at least to early religious accounts such as the story of Adam and Eve and their subsequent generations, which strictly speaking all partook of incest, simply because there was only one clan. Rushdie reveals this connection between the foundation myth and religion, implying that all religious claims of moral purity are hypocritical due to the purity/impurity of the original sexual act. The name 'Land of the Pure' is in the end justified through nothing else but purity in a sexual sense of incest, the limited racial sense of blood of the same family. There is therefore a link between the religious incestuous notion of purity of this postcolonial novel and the racial purity in fascism that if taken to a further extreme than it went in the twelve years of the Third Reich would have resulted in incest (the Ikarus flight of Nazi racial ideology). Rushdie understands purity, however, also as a void of that infinity of alternative realities that he sees in India, while Pakistan is described as having the monopoly of untruth, although a little bird in his ear sings of scepticism.
Mythical realism is the genre that opens the view to a multiplicity of alternative realities in the face of a despotic usurpation and dissemination of official truths.
Homo Sacer
It is in this context of switching sides from Hindu Bombay to Muslim Karachi and of engaging in anti-Muslim profanities that Saleem becomes the homo canis, the dog man or man dog. Homo canis, like the Icelandic vargr (wolf and outlaw), that hybrid between the human and the wolf, is the homo sacer as Agamben has described him, sacred in the sense of being cursed by and expelled from the community (Agamben 104). He shows the typical hybridity of this figure, its duality of being hounded and hounding others, a wolf in the sense of being a Muslim who is expelled from Bombay as well as a wolf to others, part of a pack that tracks undesirables.
The homo sacer is set aside from society, and breaks with the sacred by turning purity into impurity. As is typical of this figure expelled from the community his transformation is connected to oblivion, to what ancient Greece understood as the concept of Lethe, and to the kind of speechlessness that we observe as early as in Lycaon, the King of Arcadia whom Jupoter turns into a wolf for breaking the taboo of cannibalism. The homo sacer is closely tied to the sovereign with whom he shares his status of being above or beyond the law. This relationship between the despot and his victim replicates the bond between colonizer and colonized, the mimicry by the latter of the former. I would argue that colonial mimicry as Bhabha defines it shows certain parallels with the so-called Wolfsfreiheit the homo sacer enjoys, his freedom from outside the social contract. Through that freedom, in his lawlessness, the outlaw mimics the despot in similar ways as the subaltern mimics the colonizing sovereign.
As free as a wolf, homo sacer is a Waldgänger in the sense of Ernst Jünger's use of this philosophical term (Jünger, Der Waldgang) as someone who distances himself from society, able to attack it from its margins. In Saleem's case, his journey through the Sundarbans forest has that function, his Waldgang designed to lift the cork of concealment and forgetting and to reveal his own past and the trauma of genocide.
In Pakistan Saleem acquires a new hybridity. He is no longer just part man, part elephant god, but now hybridizes into a creature that is divided between two mythical paradigms, part Hindu and part Muslim "man-dog" (MC 484), both Hindu victim and Muslim persecutor. As the two personalities conjoin with his past in India Although officially working on the side of the aggressors, Saleem retains the duality of oppressor and persecuted undesirable. His nickname Buddha implies the very antithesis of an ideology that insists on history and memory of the past. We have seen how Saleem breaks with the sacred when he discovers in the smell of a whore the smell of his mother and sister. In this image of sister love purity and impurity are conjoined, genetic purity with moral impurity. The sacred is often associated with purity but it can be quite impure, as we can see in the example of cow's dung, which 5 Saleem is not the only "wolf man" in this book. There is also Joseph D'Costa, the social radical who later becomes a ghost who compels Mary Pereira to confess her crime of having switched Saleem and Shiva as babies so that each ends up with the parents of the other: "Joseph is there each night, sometimes in human form, but not always, sometimes he's a wolf…howling at her when he's a wolfJoseph" (236).
is sacred and impure at the same time. So is the homo sacer, impure because of his hybridity of body and identity, but also to the gods, and thus sacred. He is sacred not in the sense in which the dung of cows is sacred in Hindu belief, but rather sacred in the ancient sense of the concept as someone who is "set apart" from common society, someone who is 'cursed.'
The sacred man is the one whom the people have judged on account of a crime. It is not permitted to sacrifice this man, yet he who kills him will not be condemned for homicide; in the first tribunitian law, in fact, it is noted that "if someone kills the one who is sacred according to the plebiscite, it will not be considered homicide". This is why it is customary for a bad or impure man to be called sacred. There was a small pyramid in the middle of the field. Ants were crawling over it, but it was not an anthill. There pyramid had six feet and three heads and, in between, a jumbled area composed of bits of torso, scraps of uniforms, lengths of intestine and glimpses of shattered bones. The pyramid was still alive. One of its three heads had a blind left eye, the legacy of a childhood argument. (MC 520) The fragmented bodies as we see them in this scene are a historical alternative to the mythical, dissolved bodies in the Sundarbans. As a variant of the Bakhtinian open body, they are mythically realist in that they reflect a historical reality, ethnic cleansing, but also imply an allusion to myth. According to Bakhtin the body's tearing to pieces is typical of carnival in the sense of a "sacrificial dismemberment into parts." He points out that this "carnival anatomy -an enumeration of the parts of the dismembered body" (Bakhtin, Dostoevsky, 162) was a common device in the Renaissance. I would argue that the carnival in Bakhtin is as ambivalent as the Dionysian state of intoxication in Nietzsche's The Birth of Tragedy (1872). Carnival and the Dionysian Rausch (intoxication) trigger not only moments of laughter and joy, but they also produce terror. After all, the carnival is grounded in the iconography of the satanic. The Bakhtinian carnival also implies the notion of carnage. In Grass's novel we hear the mad laughter of the perpetrators, the madness of Rasputin, of Dionysian excess, as the death of four thousand children in the gas chambers is evoked by the daunting image of the merry-go-round in the chapter "Desinfektionsmittel" (Disinfectant) and we hear the laughter of persecuted Oskar.
Although his laughter functions as comic relief it also contains terror and madness.
The dissolution of mind and body in the Sundarbans chapter evokes the Dionysian principle with its "transgression of limits, the dissolution of boundaries, the destruction of individuality" (Nietzsche xi), which "vanish[es] to the point of complete self-forgetting" (Nietzsche 17). As man dog, sniffer of undesirables, Saleem is intoxicated and indoctrinated to the point of self-forgetting. The Sundarbans episode brings this disintegration to a peak, tying physical disintegration to that of the mind: "They had all long ago forgotten the purpose of their journey" (MC 506), "the buddha (Saleem) had forgotten his name" (MC 509). The image of the pyramid of body parts then is the culminating reminder of the fragmentation and dissolution of subjectivity happening in the protagonist during his work for the Land of the Pure, and triggers the return of the repressed before he regains his memory and reintegration of his subjectivity. Although dissolution and disappearance mark the Sundarbans forest as a place in which things are secretive and covered up, it is ultimately a place of revelation and resistance to secrecy, concealment, and denial.
This revelation of history through mythical-realist narratives and the notion of hybridity marks other texts in Rushdie's work, such as his short novel Shame (1983) , where the narrator describes how the Partition leads to a rewriting of Pakistan's history and how centuries of Indian history in Pakistan were covered up and buried in the past. In the end, Saleem as man dog may forget his own past, that of his family and country, but the snake that bites him in his heel awakens the Hobbesian spaniel of remembrance in him (Hobbes 22), who ranges the field of lethe until he finds a scent.
